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A MINISTER IS ABOUT TO RESIGN:
ON THE INTERPRETATION OF TELEVISION FOOTAGE  
John Ellis

1.	HERE IS THE NEWS

A minister is about to resign. A not uncommon scenario in European politics, and one that suits television news as it provides a mixture of serious politics and speculative gossip. The bulletin’s headline menu will contain a brief shot of the minister snatched as they leave their house or office: a moment spent in public space before they disappear into conclave again. After the news menu, the item begins. It repeats the shot of the minister, but run at its full length, with newsreader commentary introducing the story of the “embattled minister” and including the line “seen here earlier today leaving his home”​[1]​. The footage is signalled as highly specific: this is the minister as they appear at the almost-present moment in the crisis. Often a forlorn reporter will call out “Minister, will you be resigning today?”, not in the hope of a sudden confession but more that an involuntary reaction should cross the minister’s face, betraying the hidden truth of their feelings. The viewer can therefore, as the commentary almost invites, scan the footage for what Carol J.Clover calls ‘demeanour evidence’​[2]​: signs of stress, of regret, of defiance, of intention to resign or tough it out, of bewilderment or malevolence towards the press or fellow ministers. We read the footage in an attempt to predict the story for ourselves. It is offered as a privileged moment of witness​[3]​, anchoring the speculation of commentators and correspondents, allowing the viewer a direct engagement with the unfolding crisis.

The news story then unfolds with more details and an increasing level of speculation and commentary from observers and actors alike. At some point, the news team’s political correspondent offers an overview, and the snatched footage of the minister returns once more. But this time it has a very different status: it forms the background to a graphic which lists the key events leading up to the crisis, or the principal actors in it, or the issues at stake. This time in slow motion, the minister walks the few yards (or metres) between doorway and waiting car. The image is treated in a monochrome wash or texturised or solarised; it is framed in some way to incorporate a title ‘The Minister Scandal’; written bullet points begin to appear over the processed footage in synch with the correspondent’s recorded commentary. At the beginning of the item, the footage had an evidential status, attesting to the demeanour of an individual. Now it has suddenly acquired another status: that of standing for or gesturing towards the whole political crisis. At the start we are to understand the image as indexical. A few moments later we are to see it as far more iconic. What makes possible this rapid shift in interpretation?

This is an unexceptional visual event in contemporary television news. Modern videographic practices provide many examples: title sequences grab passing gestures of public figures (politicians, presenters, actors) from the indexical flow of their performances and endow them with a designation of typicality. The above example is remarkable only for demonstrating the speed with which the change in status can take place. Such an activity of meaning, though accepted and commonplace, does challenge many conceptions about the nature of the photographic image. For how can an image change its status in a matter of moments, from ‘real’ at one moment to ‘generalising’ at the next? Many proponents of  ‘the photographic as real’ theories have to resort to references to ‘postmodernism’ to explain such a phenomenon. I believe that there is no need to resort to such ramshackle theoretical life-rafts. More productive concepts can account for the phenomenon and place it within an wider evolution of visual meaning into a post-naïve rather than a post-modern process.


2. INDEX AND ICON

Photograph images are, in C.S. Pierce’s terms, indexical with iconic aspects. The indexicality lies in the physical connection between the image as sign and its object​[4]​. It is the imprint of a moment, filled with the potential of meaning. Indexicality brings with it the sense of witness common to all photographic processes: the insistence that the moment of capture of the image still bears down on its potential meanings. The moment leaves its imprint, but, importantly, this is not an imprint of its totality as a moment. So the photographic image is also iconic: it abstracts the visual and the auditory from the range of possible sense impressions of the moment; it conducts a process of foregrounding and backgrounding of elements through the selectivity of focus and microphone directionality that are built into the recording equipment. The photograph, film and the video recording, constitute a particular class of signs. They are instantly recognisable as carrying the imprint of the moment, yet involve significant abstraction.  

Equally, they are complex signs, full of potential meanings.  These potential meanings are realised through processes of interpretation. The footage of the minister harbours the potential of many meanings: it could be part of an examination of fashion and class (the doorway, the business clothes, the car), an example of weather and human response to it (is it raining? What are the people in shot wearing and how do they respond to the rain? etc) or an exposé of press harassment (the flashbulbs, the insistent questioning). Photographic images carry the weight of witness through their indexical function: they are the mute witnesses of something, but we are not sure what. Images are concrete but unspecified, holding a surplus of meaning which in practice means an indeterminacy of meaning. An image without a context of some kind is liable to provoke the response “what am I supposed to be looking at?” 

So the work of understanding these images begins immediately. The image always already specifies to some degree what we are meant to be looking at. Its very construction implies certain avenues of understanding. It frames and focusses on its ostensible subject, implying a hierarchy of reading. At the same time it sets in motion the interplay between in-frame and out-of-frame which arguably has become a significant part of the aesthetic of modern television with its taste for mobile hand-held shooting. The shot moves to reframe a subject. Its scale of foreground and background, the selection of a particular sound perspective, even its use of colour, all bring forward some potential meanings and fade out others. In other words, the photographic image is more than a result of the accident of the shutter-click: it contains its own ‘instructions for use’. 

The extent of these instructions varies from photo to photo, from shot to shot. But they inevitably initiate a process whereby the mute witnessing function of the image is given voice. The shot is placed within a sequence; the sequence is made for a particular purpose, as an item in a particular kind of programme which has an anticipated range of uses within already defined channels of distribution. These powerful determinants on the activity of interpretation all exist beyond the shot itself, but are essential to its interpretation. This is almost a truism nowadays, but it is essential here to stress that these determinants are not simply textual functions, readable from the image flow within which the particular shots are placed. They are properly generic considerations, determined in arenas that stretch far beyond the specific textual practices of the medium itself. The first point may be obvious, but its consequence, is often overlooked in studies of broadcast texts, and, I will argue, lead to a re-evaluation of ideas of genre. 

So how are we to understand this activity of interpretation which intervenes in the very activity of creating the image itself, at the very moment of photographic witness and the formation of a predominantly indexical image? The activity of interpretation sets up what could be called a drift towards the iconic. The fullness and flux of the witnessed moment with all its ambiguity is moulded by a movement towards generality: from an ‘only-this-ness’ to a ‘like-these-ness’. 

This drift towards the iconic seems to be implied within Pierce’s typology of signs​[5]​. In one of his many scattered definitions, he sees every sign as determined by its object, with an Index “being really and in its individual existence connected with the individual object” and an Icon “by partaking in the characters of the object”. Clearly there is a potential of interpenetration here. These are not mutually exclusive categories. Rather they explain (with the category of the Symbol​[6]​) three tendencies that can be found within within a particular sign. He shows this when discussing the status of diagrams:

“A Diagram is mainly an Icon, and an Icon of intelligible relations. […] Now since a diagram, though it will ordinarily have Symbolide Features, as well as features approaching the nature of Indices, is nevertheless in the main an Icon of the form of relations in the constitution of its Object, the appropriateness of it for the representation of necessary inference is easily seen…” (p.252)

A sign, and particularly a complex sign like a diagram, a photographic image or moving image shot, will have tendencies which link it to the indexical, the iconic and even the symbolic. The diagram is meaningful to the extent that it shows the relations between objects, and it may contain Iittle information about those objects themselves. In the case of a diagram, instructions for use are always relatively explicit and can extend to the totally explicit (hence the ‘Symbolide features’, which are labels and so on). In the case of the shot or the photographic image, however, the instructions are generally less explicit, depending on institutional and personal practices of interpretation. The plethora of possible meanings can be great, as is shown by the example of the minister’s brief walk from door to vehicle. 

Interpretation is an activity of selection and placing of potential meanings. It relies on the indexical witnessing power of the shot, but it necessarily reduces that which is witnessed to manageable and intelligible proportions. In doing so, it relativises the indexical aspects and emphasises the iconic. 
This is precisely the movement that is pushed to its extreme within the hypothetical news item about the minister’s resignation. The shot is offered in as an indexical item, but the context has already screened out many potential avenues of meaning. The minister’s suit is only of interest if its crumpled state might betray his state of being, not as an example of contemporary business fashion. The witnessed moment itself is already grasped by an iconic function: Further processing of the shot, its insertion into the news bulletin’s particular graphic style, accentuates the drift towards the iconic. The shot was already beginning to stand for more than itself through the very activity of interpretation that gave it any point, and solicited our attention to begin with. The further processing within the graphical regime of the programme seals that drift towards the iconic. It ceases to be a sign of the present (or almost contemporaneous) state of mind of the minister and becomes a sign of the whole news story in which the minister is the principal actor. The image has become properly iconic, an abstraction that stands for more than a fleeting moment and begins to stand for a class of events. 


3. COMMUNITIES OF UNDERSTANDING

The ‘instructions for use’ govern the process which governs the iconic drift of any seemingly indexical image. But, unlike diagrams, the instructions for use are nowhere explicit. Instead, they exist within the network of assumptions and competencies that make up the community of understanding within the televisual audience. In Pierce’s terms, this is the level of ‘thirdness’, another level of intellective activity to that of ‘secondariness’ to which the familiar designations of index, icon and symbol belong. Thirdness is the level of generality, of theories, of deductive thought, hypothesis and accepted knowledge. For Pierce this is not the real of ‘ideas’ so much as of grounded thought: thought not in isolation but within the real institutions of understanding that shape our culture​[7]​. The ambition of Pierce’s semiotic seems to extend further than Saussure’s​[8]​ not only in its attention to the visual, but above all in Pierce’s overall philosophical ambition, which seems to have been to try to define the nature of thought itself as a physical activity with concrete embodiments and consequences​[9]​. 

It is easy enough to ignore the existence of such concrete institutions when we open our mouths to speak. The years of induction through school, home and social networks into particular discursive regimes makes itself prudently invisible. Speech in the abstract, however, is never possible. We always speak in different ways and in different modes, and these define the meaning and salience of our words as well as the context of the particular interaction. Behind every utterance lies concrete institutions to ensure that a community of understanding exists enabling the adequate interpretation of that utterance. Behind the particular utterance that you are reading lies the institution of higher education, its push to define concepts and its ability to create the material circumstances whereby I can fashion such an utterance and it can then be disseminated and understood. In the normal course of events, such utterances necessarily do not reflect on their conditions of existence; nor will this one.  






3. GENRES AS INSTITUTIONS

So how does audio-visual communication take place so easily and rapidly when such disparities exist between the production community and the community of understanding? The mechanism of genre seems to be what ties the two communities together. Genres are properly institutions of meaning, in that they comprise common sets of assumptions and practices which underpin the creation and understanding of particular texts. Genres here should be understood as an informal institutions of meaning that exists in the circulation of texts rather than within those texts. They have physical embodiments in the planning and execution of production activity; in censorship and regulation; in labelling, promotion and public debate; in fan-clubs and professional organisations; in memory of past instances and future expectations; in habitual patterns of understanding. Yet genres are hardly ever codified outside academic study. They are very often not explicit, but they are spontaneously recognised by audiences and makers and are inscribed in the channels of distribution and practices of production. The ‘instructions for use’ that exist within complex media utterances invoke ideas of genre.

Genre definitions are therefore invoked within texts but it cannot be understood by looking at texts alone. No one text could possibly exemplify the whole of one genre, and neither should any one text should be seen as belonging to just one genre. Even a genre as specific and narrow as ‘The Western’ has its variants, its historically specific tendencies, and even conflicting characteristics. Genres are defined in textual circulation, within a triangular relationship with creators, audience and industry as its three points. The relationship is dynamic, as Steve Neale points out:
“The process-like nature of genres manifests itself as an interaction between three levels: the level of expectation, the level of the generic corpus, and the level of ‘rules’ or ‘norms’ that govern both. […] The elements and conventions of a genre are always in play rather than being, simply, re-played; any generic corpus is always being expanded” p.56
Generic meanings are ‘in play’ not only because every example of a genre brings something new, but also, and more importantly, the activity of defining genres goes on far beyond the texts which are destined to be understood within those genres. 

Grounded discourses on genre permeate the institutions of meaning. From the implicit evocation of genre in cinema publicity materials to television’s recourse to explicit generic labelling, genre definitions surround and organise  particular texts. Key in this process are the informal (ie non-analytic) discourses of genre. Newspapers discuss ‘outrageous’ television programmes; radio DJs and phone-ins discuss the behaviour of a star or the plotline of a soap. These are essentially discourses which discuss the appropriateness of particular representational strategies within the context of shared generic understandings. Indeed such informal discourses are crucial in maintaining and refreshing informal social genre definitions. They are concerned with competence (how to understand sequences, whether they ‘worked’) and appropriateness (whether such material ‘should be shown’ or ‘is true or not’) Such discussions are crucial in maintaining the connection between producing communities and communities of understanding or interpretation. 





4. GENRE AND APPROPRIATENESS 

Generic systems are concerned with the appropriateness of meanings, defining many different spectrums of what is suitable, usual or even permissable. Generic regimes of appropriateness range from character behaviours to graphic styles​[10]​. Such is their complexity that it is quite possible to defy the convention in one area, for reasons of innovation for instance, whilst maintaining the conventions in other areas. One example can be found in situation comedy, where characters are meant to have little or no memory of their previous on-screen exploits; soap opera characters by contrast carry an increasing freight of accumulated experiences. Yet recent sitcoms have begun to use soap-style character development and the awareness of history to ensure continuing audience loyalty and even to mark first run shows from repeats. In the American sitcom Friends, the relationships between the core characters have evolved over time, with Ross and Rachel forming and dissolving a partnership, and Monica and Chandler having a ‘secret’ affair. Nevertheless, there are limits to this new access to memory in sitcom characters. When Ross remarked “Do you remember when I had that monkey?” (a feature of the first series regarded by some fans as a mark of the show’s initial uncertainty of tone), all he can say is “weird wasn’t it?”, clearly uncomfortable with this very specific act of remembering. Whilst character development has begun to make an appearance in sitcoms like Friends, otherwise such shows remain within the generic conventions of sitcom.

Generic appropriatenesses extend to visual regimes as well. Had the shot of the minister been sped up, looped and overlaid with graphics which strobed between orange and mauve, then the context of understanding would not have been that of news but of MTV or satire. It is possible, though, that the attempt to make news ‘relevant’ or ‘engaging’ to an MTV audience might lead to such an experimentation, just as the pressure to hold audiences has introduced elements of character memory to sitcoms. This shows that both competence and appropriateness are historically specific, and also leads to a further important point. 

The graphic style of news and of MTV are both recognisable, but have different kinds of institutional existence. The genre of television news develops within an increasingly global television culture. News material and news services cross national television boundaries. Television news-making is a specialised profession which looks to its global television peer group for discursive innovation rather more than it does to other national news producers. The expensive process of graphic design of news formats is equally highly specialised, with design sometimes contracted out to the major global centres of computer-driven design like London. This closed culture produces a remarkable uniformity of ‘news look’ around the world. MTV however is a specialised channel whose name has become synonymous with a generic style. MTV is the name of a single commercial operation, but it has an open culture in that its material emerges from the innovation-driven, low-cost culture of music videos, and its in-house presentational graphics respond to this stimulus. The MTV style is of showy novelty and eagerness to impress. 

Both genres belong to television, though MTV is permeated by wider culture which is that of video usage, particularly of replay, reuse and large screen exhibition. Indeed it is more useful here to regard this ‘culture of video usage’ itself as a genre, since it displays all the features of a genre: a dynamic relationship of expectations and appropriatenesses shared between creators and users, inscribed within concrete and virtual institutions of marketing, venues and social habits. 


5. ARE MEDIA THEMSELVES GENRES?

If this is the case, then broadcast television itself should also be regarded as an overarching genre with its own (pervasive) community of understanding requiring particular competences so that utterances can be adequately understood. This is the logical consequence of the expansion of audio-visual media since the 1970s. Broadcast television has long since ceased to be co-extensive with the idea of ‘television’ let alone with the range of uses of the video image. The more that consumers are faced with the multiplication of technologies, commodities and systems (e.g. video/film; game machines/phones; linear narratives/interactivity), the more it becomes clear that generic systems are multiplying around them. 

It is not possible to ‘pick up’ a video game and be able to play it. Games systems assume a level of skills in their users, both in the physical use of controls and in the design of the games and their graphical universes. These can be acquired by peer group induction or by individual trial and error, but acquired they must be, and they form part of a system of habits, expectations and institutions which surely deserve analysis as generic relations. Generic practices such as these cannot be read from a particular text, rather they provide the conditions of existence for any text. Nor are they to be found principally in ‘subsidiary’ means of circulation (movie posters etc) like the indicators of fictional genres such as the Western or melodrama. Instead they are assumed in whole basis of circulation including textual criticism and analysis. 

For instance, one element in the genre of the filmic narrative is its creation and assumption of audience behaviour. The filmic narrative assumes that audiences will pay it a great deal of concentrated attention, and the institution of cinema is formed so that this will take place. In cinemas across the world, rows of seats face a screen. Sitting down and keeping quiet are a key part of the interpretive act​[11]​. Audience members have to be aware of what behaviours are tolerated, within overall limits that admit variations from cinema to cinema, from locale to locale, as well as over time. This is the interpretive community in a very concrete form, sometimes involving the physical eviction of those who are “spoiling the enjoyment of others” by their inappropriate behaviour. 

The generic relations of specific media might be called ‘big genre’ in the prescient term coined by Alan Williams in writing of filmic genres:
“For the phrase ‘genre films’, referring to a general category, we can frequently, though not always, substitute ‘film narrative’. Perhaps that is the real genre. Certainly there is much more difference between ‘Prelude to Dog Star Man’ and ‘Star Wars’ than there is between the latter and ‘Body Heat’. It’s mainly a question of terminology, of course, but I wonder if we ought to consider the principal genres as being narrative film, experimental/avant-garde film, and documentary. Surely these are the categories in film studies that have among themselves the sorts of significant differences that one can find between, say, epic and lyric poetry. … What we presently call film genres would then be sub-genres”​[12]​ 

Williams here is pointing to the fundamental problem associated with most genre studies, particularly those undertaken within film studies. They remain blind to the fact that, once genre is seen as an institution of understanding rather than a set of conventions, generic relations must be seen to exist at a number of levels. Film narrative (distinct from television narrative or games narrative) underpins filmic genres such as melodrama and the western. In turn, however, both these genres have existences or relevancies beyond the institution of cinema and filmic narrative. Melodrama exists, for instance, in theatre (Blood Brothers), in television (Dynasty) and in the novel (Thomas Hardy). This makes it difficult to rest with Williams’ notion of ‘sub-genre’ because it implies that sub-genres are merely variants of the ‘big’ genre of filmic narrative. Instead we should see each text as criss-crossed by generic relations which exist at different levels. Some of which are rather more taken for granted than others. Hence no text can be seen as ‘belonging’ to a single genre, nor as being an example of a single genre. 

Genre remains an underused term in critical studies because it still struggles under weight of inherited definitions. In literary studies it has been used since the Romantic era to differentiate the mass of what was seen as repetitive and meretricious work from ‘real literature’: genre was associated with mass production, and high culture was seen as transcending specific generic concerns. Now it can be seen that high culture itself is a genre. It has its own rules and common understandings, and its own very concrete institutions. The rules of understanding have to be learned every bit as much as those of a video game, and can render its individual texts as opaque to outsiders as a video game is to the uninitiated. The genre of high culture, of serious literature and art, determines the status of the textual system, its representational register and even its ethical stance, this being understood as both its rules of behaviour and its prevalent tone. 

The institutions of the high culture genre privilege attention to formal concerns: matters of style and construction. They do so every bit as much as the genre of television news at another level determines the nature and degree of indexicality that should be found in the image of the minister at various points in its discourse. The genre of high culture privileges attention to morality and its dilemmas just as much as the generic system of documentary. And the concerns of this genre are readily borrowed by critics to empower audiences and creators alike within new forms, creating the possibility of a ‘high culture’ reading of the filmic narrative or of ‘melodrama’ by a simple transfer of skills. Institutions to enable and expand a high cultural appreciation of media have been set up explicitly modelled on those of high culture in other media: academies: festivals, art cinemas and cinema museums, canonical lists of ‘great’ films.





6. A NEW DEFINITION OF GENRE?

Genre is therefore a matter of communities and of common understandings, of protocols and ideas of appropriate behaviour which are sustained by concrete institutions and common practices. Genre’s common understandings therefore imply more than protocols of reading. They are concerned with values, with epistemology and ethics. Genre analysis encounters the big words of life: belief, ethics, reality, acceptability, limits of tolerance. The nature of these beliefs cannot be determined from within texts but exists in the relationships that surround them, on which they float, often so elegantly. Such relationships are not accessible to textual analysis, except insofar as textual systems are symptomatic of the generic relationships that buoy them up. 

Documentary (one of Williams’ ‘super-genres’ alongside ‘narrative film’) is a clear example. The documentary genre depends on a series of assertions of the truthfulness of its material, and the criteria of truthfulness differ between cultures and historical periods. Reconstructions were common and accepted in the 1930s (in the studio-shot Night Mail for example), but became anathema in the 1970s and 1980s in European television. They retained a currency in cinema in films like The Thin Blue Line (1988), and the influence of this film lead to a resurgence of stylised reconstructions in certain forms of documentary. Documentary as genre depends on emphasising the indexical nature of its images, by limiting the extent of iconic drift in their interpretation. Documentary makes the appeal “look at this, it really happened”. The more iconic stance of ”well something like this happened” is regarded as having a lesser value within the genre, and is often therefore marked with the caption: ‘Reconstruction’. 

The documentary genre therefore makes related epistemological and ethical claims. The epistemological claims concern the relationship between its images and a reality that they seek to address. These claims are endlessly debated, not only by academics but by viewers on an everyday basis. Scepticism about the implied truth-claims of documentary footage can become a matter of public debate when those claims are thrown into crisis​[13]​. Such debates. which take place in everyday talk and the ephemeral media of radio talk and newspaper gossip and comment, are vital for the maintenance of generic relations between the producing and interpretive communities.  These everyday epistemological debates interact with an ethics of documentary. Film-makers and broadcasting organisations, the producing community, set limits on their interactions with the subjects of documentaries, and these are often codified. Issues include the ‘exploitation’ of those who appear in documentaries (which is to be avoided) and the belief that film-makers are to be trusted that that what they say happened did happen, within the prevailing generic practices of truthfulness. Questions of exploitation and trust are equally the subject of general debate, and can – perhaps as a result of their explicit and public nature – change relatively quickly. Documentary is not alone amongst genres in having an ethical dimension. Many of the public controversies around representations of violence or sexuality involve generic assumptions.







^1	  At this point the gender of the minister has to become clear as the language is straining to breaking point. I have chosen to designate the hypothetical minister in this instance as male, mainly because in Britain at least the ministers who are forced or choose to resign are overwhelmingly male. 
^2	  Carol J.Clover (forthcoming)
^3	  For a discussion of this concept see John Ellis, Seeing Things: Television in the Age of Uncertainty, I.B.Tauris, London 2000 pp.6-38 
^4	  “[…] There should be three classes of signs; for there is a triple connection of sign, thing signified, cognition produced in the mind. There may be a mere relation of reason between the sign and the thing signified; in which case the sign is an icon. Or there may be a direct physical connection; in which case the sign is an index. Or there may be a relation which consists in the fact that the mind associates the sign with its object; in which case the sign is a name” (p183) Pierce on Signs: Writing on Semiotic by Charles Sanders Pierce ed. James Hoopes, University of North Carolina Press, Chapel Hill 1991 p.183
^5	  Curiously, Umberto Eco in a recent discussion of  Pierce’s work ignores the term ‘index’ completely, preferring to substitute the term ‘hypoicon’ . This may account for the somewhat surprising discussion on pp.371-5 of  “the trusting attitude we have towards television, as well as our tendency to receive most programs as though they were closed-circuit live broadcasts” (Umberto Eco, Kant and the Platypus, Vintage, London 2000 p.375).  
^6	  “Every sign is determined by its object, either first, by partaking in the characters of the object, when I call the sign an Icon; secondly, by being really and in its individual existence connected with the individual object, when I call the sign an Index; thirdly, by more or less approximate certainty that it will be interpreted as denoting the object, in consequence of a habit [which term I use as including a natural disposition], when I call the sign Symbol.” (Pierce ed. Hoopes op.cit. p.251)
^7	  “By adopting the viewpoint of Pierce’s semiotic, it is possible to avoid either gnawing the old bone of the relation of thought to behaviour or else isolating intellectual behaviour from society. Once intellectual activity is understood to be “real” behaviour, its possible importance can be weighed fairly against other “real” elements in society. Conversely, social institutions such as government, political parties, corporations, labor unions, voluntary associations, and so on may be regarded as thought, once a thought is understood to be, not an idea known immediately within a mind, but rather, an interpretive relation. Once thought is understood as a process of sign interpretation, a great range of social phenomena too large to be comprehended within any individual mind may nevertheless be best understood as the result of a process of intelligence. Institutions are semiotic syntheses, so to speak, of the thoughts of a great many people.” (Introduction,  Pierce ed. Hoopes op.cit. p.12)
^8	  This is in no way to disparage Saussure.  Both his work and Pierce’s are expressed in less than satisfactory forms. Saussure’s Course in General Lingusitics, though a completed text, is, as its title implies, the synthesis of his students’ notes from his lectures, which probably eliminate both prevarications and asides which might have pointed to extensions of his basic theory. Pierce’s work consists of multiple drafts and fragments, where he often seems to be arguing from within a perspective that he has established to his own satisfaction, rather than setting out that perspective in any systematic way.
^9	  Pierce seems unaware of the Marx’s critiques of Hegel’s idealist system, but writes with an American bluntness that Hegel “has committed the trifling oversight of forgetting that there is a real world with real actions and reactions. Rather a serious oversight that” (Pierce ed Hoopes op.cit. p197)
^10	  See for instance the recent discussion of digital image manipulation by Arild Fetveit: “These changes require us to place a greater emphasis on the differences between photographic practices, and less upon the technical features that unite them. Such an idea, moving from the idea of trust as linked to the technology itself and towards placing it in a larger techno-institutional context, largely resolves our initial paradox originating from the simultaneous proliferation of digital imagery and visual evidence.”(‘Reality TV in the ditigal era: a paradox in visual culture?’, Media, Culture and Society, 1999 vol21 pp.799-800)
^11	  I have examined this in relation to British entertainment movies of the 1930s in ‘British Cinema as Performance Art: Brief Encounter, Radio Parade of 1935 and the circumstances of film exhibition’ in British Cinema,Past and Present ed Justine Ashby and Handrew Higson, Routlege, London 2000
^12	  Alan Williams 1984 cited in Steve Neale Genre and Hollywood Routledge 2000 p.20. Neale, however, does not go on to examine this question to any great degree. 
^13	  For accounts of a recent such instance in British television see Brian Winston Lies, Damn Lies and Documentaries, British Film Institute, London 2000 pp.9-35 and Stella Bruzzi New Documentary: A Critical Introduction, Routledge, London 2000 pp.90-4
^14	  I am grateful to Jostein Gripsrud for this helpful comments on an earlier draft of this article
